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Abstract. This research is devoted to the study of linguistic and extralinguistic aspects of film discourse and the
analysis of the problems of audiovisual translation. Researchers take film discourse as a new kind of communicative
means and study it from various points of view related to numerous approaches. Despite the fact that there are a great
number of studies based on the film discourse and peculiarities of its translation, the issue of adequate adaptation of the
film discourse when translating from one language to another remains disputable and controversial, as well as relevant.
Nowadays European languages are those which appeal to researchers when compiling guidelines and conducting re-
search in the field of audiovisual translation, while audiovisual translation both from Chinese and into Chinese needs
systemizing. There are still few sources to provide information to develop and improve mechanisms as regard to from-
into-Chinese audiovisual translation process. To determine effective ways of audiovisual translation, this study analyses
translation transformations from both theoretically and a practically.
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JIMHrBUCTUYECKME U IKCTPANIMHIBUCTUYECKMKE
acnekTbl KUHO/BMAEO nepeBoaa
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AHHomaqun. ,D,aHHaﬂ pa60Ta nocedlleHa MU3Yy4YeHUI0 NMUHIBUCTUYECKUX WU SKCTPANMUHIBUCTUYECKNX aCNEeKTOB KUHO-
AucKypca W aHanuay npobrnem kuHo/Bupeo nepesofa. Kak HOBLIA BUL KOMMYHUKAaTUBHOTO CPeACTBA, KMHO NMOCTOSIHHO
OLleHWBaeTCs MccnegoBaTensmMm B pasnuuHbix obnactsax. HecmoTps Ha Gonbluoe KONWYecTBO MCCNEAOBaHWA, NOCBS-
LLEHHBIX KMHOAMCKYPCY M 0COOEHHOCTSIM ero nepeBoa, BONPOC afAeKBaTHOM afanTaLuum KMHOAMCKypca npy nepesoae ¢
O[HOTO fi3blKa Ha [pYroi 40 CUX NOP BbI3bIBAET MACCy BOMPOCOB W OCTAeTCs akTyanbHbIM. Ha cerogHsiHuiA AeHb co-
CTaBNAKTCS PYKOBOACTBA U NPOBOASATCSA UCCMELOBAHNSA B OCHOBHOM B Cepe KMHOnepeBoaa eBpOnencknx S3blkos, Of-
HaKo KMHO/BMOEO NEpEeBOA C KUTACKOro WU Ha KUTaWCKUI S3blK HyXAaeTcs B cUcTeMaTM3auun v BbipaboTke cnocobos
Unn cpeacTB COBEPLUEHCTBOBaHMSA npoLecca nepesoga. [ns onpegeneHns aekTnBHbIX cnocoboB KMHO/BUAEO nepe-
BOZa B [aHHOM WUCCINEA0BaHUM aHanu3MpyTCs NOAXOAbl K U3YYEHUIO KMHOAWCKYpCa, a Takke nepeBOAYECKMe TpaHC-
cbopmaLLmm Kak C TEOPETUYECKOM, Tak U C NPAKTUYECKON TOUKM 3PEHMS.

Kniouyesbie cnoea: knHoguckypc, KUHO/BMAEO NepeBo, NnepeBogyeckue TpaHcdopmaLum, cTpateruy nepeeoaa

Film discourse as a recently gaining popular-
ity phenomenon gets researchers to study it

make the focus on the linguistic and cultural fea-
tures of film discourse. Yu.M. Lotman considers

from different points of view. There have natural-
ly appeared a lot of approaches to study film
discourse due to its wide application in various
scientific and related fields. These approaches
make it possible to consider film discourse from
all possible angles, when highlighting its certain
features and functions. Film discourse is of in-
terest for interdisciplinary study. Film discourse
is supposed to be the subject of study of lin-
guists, psychologists, cultural scientists, film crit-
ics, sociologists [1].

Let us proceed with the approaches which

cinema as a communicative system, believing
that scenario writers, actors, film directors, all
the film producing staff intend to convey certain
ideas / values, etc. directly, as well as implicitly,
through their product. However, it is necessary
that spectators should be aware of and be able
to understand the film language to understand
so deeply hidden motives and ideas [2].

Thus, the linguosemiotic approach helps to
consider the film discourse as a semiotic Sys-
tem, where, both linguistic and non-linguistic
signs, symbols, indexes, and icons get along.
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The linguistic system of this discourse is repre-
sented mainly by signs-symbols, as the words of
the natural language are designated. They can
be found both in written form: notes, inscriptions,
end credits, initials, subtitles, writing — and in
oral form: songs, stories, jokes, voiceover texts,
sounding speech of actors [3]. The non-linguistic
side of any movie is mostly made up of technical
and natural noises, images of people, music,
gestures, animals, objects, facial expressions. In
the film discourse, different types of signs are
combined in a special and tricky way. There
when combining simplest signs or units, more
complex new signs arise, while they can also
combine and create signs of even more complex
structures of the second, third level. It helps to
create a unique level structure of the film dis-
course. At the same time, combining symbols
not only develops, but also forms new symbols,
and sometimes create unique symbols, while
these unique symbols, combined with simpler
ones, continue their evolution [4].

The semiotic-synergetic approach is a syn-
thesis of achievements of various sciences: phi-
losophy, synergetics, semiotics, cognitology,
linguistics. From the point of view of this ap-
proach, film discourse is perceived as a set of
texts that provide the result of a uniquely de-
signed idea, a complex set of reactions of the
moviegoer and the film text that brings the dis-
course into the space of the semiosphere. Such
an integrated approach provides a unique op-
portunity to comprehensively explore all aspects
of film discourse as a multidimensional linguistic
phenomenon [4].

On the part of sociolinguistics, the film dis-
course is considered as a certain way of perceiv-
ing reality, giving a multifaceted interpretation or
reinterpretation of various categories of human
life and society as a whole, such as love, power,
time. space, freedom, duty. Owing to demonstrat-
ing the image of the typical participants of the
discourse, cultural values, film images, social
communication styles, film discourse assumes
the role of a source of general social knowledge,
objectifying the perception of the surrounding re-
ality [5].

The cognitive-discursive approach studies in
detail the parameters of the film discourse, such
as: spheres of communication (state, time, envi-
ronment, place and etc.), communication goals

(educational process, information exchange,
impact on the addressee, maintaining emotional
contact, establishing business relations), partici-
pants of the communication (which includes a
general characteristic of all the characters or a
minimal set of socio-situational indicators), the
method of communication (analysis of the verbal
component and the type, format of dialogue or
monogog and the tone of communication), the
communicative environment (methods of trans-
mission, transmitted/received information, po-
tential communicants, speech acts), and neces-
sarily a detailed examination of the visual com-
ponent, which, in turn, can both complement the
verbal material and contradict it [5].

The linguistic approach is aimed at studying
directly the linguistic component of film dis-
course, both oral (film monologue, film dialogue,
film speech, film citation) and written ones
(notes, film notes, screenplay, subtitles). How-
ever, studying only the verbal component of a
movie in isolation from the video sequence will
not provide a full semantic picture. For example,
the linguocognitive approach emphasizes the
importance and necessity of involving a visual
component for the study of film discourse [6].

The translation-synergetic approach consid-
ers the film discourse as a kind of unity of verbal
and iconic signs in the implementation of suc-
cessful cross-cultural communication. According
to the definition of this approach, different mean-
ings are formed in the translation space of the
film discourse: reflective, individual-about, poly-
modal, culturological, irradiating, factual, iconic
film meanings, which allows you to create cer-
tain fields: translator's field, phatic, energy, con-
tent field, film recipient field, audiovisual field.
The synergy of the above-enumerated fields
creates a harmonious translation [7], allows
solving problems of an intercultural nature, diffi-
culties associated with the translation of a film
with the help of duplication or subtitles, features
of adaptation of the socio-cultural aspect for
viewers around the world.

The discursive approach studies film dis-
course as a separate type of discourse with an
emphasis on its main characteristics, such as,
for example, linearity, intertextuality, precedent
[1]. The approaches to the study and under-
standing of film discourse considered in our
work show how broad, voluminous, multi-
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layered and multifunctional this topic is. When
studying this discourse from the side of a new
science or a related discipline, new facets of vi-
sion and understanding of this phenomenon are
highlighted; it becomes possible to learn new
functions, capabilities, properties, and take an
alternative look at the nature of the film itself
[7-8].

K. Ryce distinguishes audio-medial texts
recorded in writing, but coming to the recipient
through a non-linguistic medium in oral form
(speech or song), perceived by him by ear into a
separate group; moreover, extralinguistic sec-
ondary means contribute to the development of
a mixed literary form to varying degrees. A dis-
tinctive feature of this group of texts is the fol-
lowing requirement for translation: it must pro-
vide an impact on the listener of the translation
text identical to that exerted by the original on
the listener of the source text [9].

The text of the film is presented in the form
of dialogues, voiceover comments, lyrics and
inscriptions. Unlike other types of translated
texts, it has its own characteristics: it is limited
by the time frame of sound, which makes ampli-
fication impossible; it is designed for instant per-
ception; therefore, it must be as informative and
understandable to the viewer as possible; and it
is also accompanied by a video sequence that
determines the choice of possible translation
options.

Translation of feature films is a special kind
of artistic translation, the purpose of which is to
implement full-fledged interlanguage aesthetic
communication by interpreting the source text
implemented in a new text in another language
[10]. Consequently, two sets of features can be
noted in the audiovisual translation. Firstly, the
peculiarities caused by the language of cinema
itself, and, secondly, the need to comply with the
criteria of literary translation.

In audiovisual translation, it is important to
take into account the relationship between im-
ages and text material, pay equal attention to
verbal and nonverbal means of expression.
However, it can be difficult to find an equivalent
when a phrase in the source language is ac-
companied by a characteristic gesture. Often
sign languages in different cultures do not coin-
cide.

The translation must correspond to the cul-

tural and historical environment. The work cre-
ated by film directors on the basis of the culture
they share, has a different addressee. Inaccura-
cies are inevitable in his perception of the "alien"
phenomenon. The translator can only affect the
audio level of the film, and the information em-
bedded in the soundtrack and visual series re-
mains unchanged. Meanwhile, both the image
and the sound design contain many social and
cultural allusions and metaphors that are under-
standable to the viewer of the original version
and not transparently perceived by the viewers
of the translated version. The translator can re-
store this information only partially, for example,
when translating songs and inscriptions, as well
as when introducing brief explanations into the
dialogue.

The translator deals with the spoken lan-
guage, that is, with the manifestations of the
speech consciousness of a particular people
[11]. Therefore, when translating, it is important
to take into account the difference between the
cultures and pictures of the world of the creators
of the film and the generalized viewer of the
translated version.

The language of the characters in the film is
the author's stylization of natural colloguial
speech, which often includes different registers
of communication — from official style to vulgar-
isms. The transfer of these nuances in transla-
tion to preserve the style of the original is diffi-
cult to tackle, while is a challenge. For example,
in Chinese, as Chinese stylistics researchers
have repeatedly noted, obscene words do not
sound as rude as in Russian. Therefore, most
often in the Russian text, these crude speech
formulas are softened and transmitted using
more neutral equivalents [12— 14].

When analyzing the subtitles of films trans-
lated into Chinese, the following translation
transformations were revealed.

(1) Specification / concretisation. Language
in movies is often used to interpret the spiritual
world of characters. There are many words to
describe human thoughts and feelings, so ex-
plicit instructions are often used to express such
intense thoughts and feelings. Some films have
complex plots, and various relationships of the
characters are intertwined with each other, the
use of concretization allows you to directly inter-
pret the relationships of the characters, which is
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convenient for the viewer to understand the con-
tent of the film. For example, in the movie "The
Killer's Story" there is this line: Bubba was my

best good friend (BAREKRIFAIN) ) And
even | knew that ain't something you can find
just around the corner. The main characters Ah
Mo and Babu are best friends, and the friend-
ship between them is very precious, so the lit-

eral translation of this phrase “E¥ i H HE

289" does not suit the Chinese audience.

(2) Adaptation. Due to the peculiarities of
many historical allusions and well-known apho-
risms in Chinese-language and English-
language films, when translating, one should
look for similar Chinese sayings and idioms-
allusions to make the translation more transpar-
ent, for example, the English proverb "love me,
love my dog", translated into Chinese as "aiwi
jiwd" which means to love not only the house,
but even the crows on its roof" which figuratively
means “in loving a person, love everything con-
nected with him",

(3) Modulation. The line from the American

film "Iron Man": "We were like peas and carrots"
is interpreted as ¥ {|13=% 7 (& women ginmi
wujian "We are close". Peas and carrots in the
original text are common products in American
life, and Americans love these two products very
much. When translated literally, the Chinese au-
dience will be puzzled, but the meaning of this
phrase is easy to understand when it translates
as "we are close."

Thus, the analysis of the approaches to the
study of film discourse shows that achieving a
harmonious audiovisual translation is a complex
and multifaceted task. Culture is the background
of the language activity, and language is a
means of translation. When we communicate
with members of another culture, it is difficult to
communicate effectively with the language only,
so the translator plays a key role to communi-
cate all the cultural peculiarities. A lot of prob-
lems can arise when translating national-specific
realities if we do not understand cultural differ-
ences or we have little basic or background
knowledge.
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